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Abstract: Angeregt von einer allgemeinen Wiederbelebung der Forschung über Filmschauspieler möchte
mein Text einige wenig beachtete Quellen analysieren und ihren Wert für die Filmwissenschaft er-
schliessen: die Schauspielhandbücher des Stummfilmzeitalters und andere Dokumente, die mit didak-
tischen Aspekten des Filmschauspiels zu tun haben. Der gewählte Kontext ist Italien. Weil dort die
Beziehungen zwischen dem Stummfilm und dem Theater des 19. Jahrhunderts besonders stark waren,
wird die Analyse dieser Quellen durch den Vergleich mit der Theaterschaupsiel-Didaktik des 19. Jahrhun-
derts ergänzt.
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Zusammenfassung: Angeregt von einer allgemeinen Wiederbelebung der 
Forschung über Filmschauspieler möchte mein Text einige wenig beachtete 
Quellen analysieren und ihren Wert für die Filmwissenschaft erschließen: die 







+LVWRULFDOO\ WKH DFWRU·V SURIHVVLRQ KDV RIWHQ EHHQ FRQVLGHUHG GLVUHSXWDEOH
$SDUWIURPDIHZH[FHSWLRQVLWLVRQO\VLQFHWKHHQGRI WKHth century that the 
social role and the status of  actors began to be revaluated in most European 
FRXQWULHV1,Q,WDO\KRZHYHUWKHVSHFLÀFFRQGLWLRQVRI WKHWKHDWUHGHOD\HGWKLV
SURFHVV2 Appreciation of  actors increased only from the middle of  the 19th 
FHQWXU\GXHWRWKHSKHQRPHQRQRI WKHGrande Attore as well as the incredi-
EOHSRSXODULW\RI RSHUDVLQJHUV3%RWKDVDFDXVHDQGDFRQVHTXHQFHRI WKLV
UHYDOXDWLRQRI WKHSHUIRUPHUVKDQGERRNVIRUZRXOGEHDFWRUVRUSHGDJRJLFDO
notes written by actors themselves started increasing in number in the 19th 
FHQWXU\DQGEHFDPHHVSHFLDOO\SRSXODUGXULQJWKHVHFRQGKDOI RI WKHFHQWXU\4 
7KHDFWRUV·JRDOZDVWREHRIÀFLDOO\UHFRJQLVHGDVOHJLWLPDWHSURIHVVLRQDOVDQG
 &I3HWULQL6DQGUDL’arte dell’attore dal Romanticismo a Brecht. 5RPD/DWHU]DS
 2QWKFHQWXU\WKHDWUHLQ,WDO\VHH0HOGROHVL&ODXGLR7DYLDQL)HUGLQDQGRTeatro e spettacolo 
nel primo Ottocento5RPD/DWHU]D$ORQJH5REHUWRTeatro e spettacolo nel secondo Ottocento
5RPD/DWHU]D
3 Grande Attore is an Italian expression referring to a small group of  extremely popular 19th cen-
WXU\DFWRUVZLWKJUHDWFKDULVPDDQGDQH[WUDRUGLQDU\DELOLW\RQVWDJH6HHHJ/LYLR*LJLLa 
scena italiana: materiali per una storia dello spettacolo dell’Otto e Novecento0LODQR0XUVLD
 &I3HWULQLL’arte dell’attoreSS²
DUWLVWV+DQGERRNVDQGRWKHUSHGDJRJLFDOLQVWUXPHQWVVHUYHGWRGHPRQVWUDWH






JHQHUDOO\ WKH LPSRUWDQFHRI  WKHDFWRU LQÀOP LQFUHDVHG5$W WKHVDPH WLPH
SHGDJRJLFDO OLWHUDWXUH RQ DFWLQJ ÁRXULVKHG DQG WKHUH DUHPDQ\ KDQGERRNV
articles and interviews with actors from this period that are addressed to young 
RUDVSLULQJSHUIRUPHUV,QP\SDSHU,ZLOOJLYHDÀUVWDQDO\VLVRI WKLVXQGHU-
H[DPLQHGPDWHULDODQG,ZLOO WU\ WRYHULI\ LWV OLQNVWRWKHHDUOLHUSHGDJRJLFDO
OLWHUDWXUHDLPHGDWWKHDWULFDODFWRUV
7KH ÀUVW LQVSLUDWLRQ IRUP\ DUWLFOH FDPH IURP UHDGLQJ D VDWLULFDO ,WDOLDQ
poem written by TrilussaDSRSXODUSRHWRI  WKHth century who wrote in 














If  you stress some moves 
*RRGQHVVNQRZVKRZIDPRXV\RXZLOOJHW7




7 Trilussa: Tutte le poesie0LODQR$0RQGDGRULS$OOWUDQVODWLRQVIURP,WDOLDQDUHPLQH
7KLVSRHPFRXOGDOVREHUHDGDVDQDFWRI UHYHQJHDJDLQVW/HGD*\V7ULOXVVD·VIRUPHUÀDQFpH
ZKRDEDQGRQHGWKHSRHWIRUDÀOPSURGXFHUDQGEHFDPHDÀOPVWDU









based on a professional method instead of  just improvisation and unprofessi-
RQDOLVP,WDOVRVKRZVWKHQXPHURXVVNLOOVGHPDQGHGRI WKHDFWRUVLQVSLWHRI 
WKHDEVHQFHRI YRLFHDQGWKHSUHVHQFHRI WKHWHFKQRORJLFDODSSDUDWXV
$V ,PHQWLRQHGEHIRUH WKH VDPHSKHQRPHQRQRFFXUUHG LQth century 
,WDOLDQWKHDWUH7KHQXPEHURI KDQGERRNVHVVD\VDQGDUWLFOHVRQVWDJHDFWLQJ
ZULWWHQGXULQJ WKLVSHULRG LV LPSUHVVLYH ,WDOLDQ WKHDWUHKLVWRULDQVKDYHEHHQ
examining this evidence for a long time and we have a plethora of  studies 
RQLW Their analyses shed light on several important aspects of  19th century 
theatre: 
7KHSHGDJRJLFDOLQVWLWXWLRQVPHWKRGVDSSURDFKHVUXOHVVFKRROV«
A sociology of  actors 
5XOHVFOLFKpVDQGSUHVFULSWLRQVRQDFWLQJVW\OH
Theories of  acting and passions 





 :HPLJKWDOVRPHQWLRQ , TXDGHUQL GL6HUDÀQR*XEELR RSHUDWRUH [7KH1RWHERRNV RI 6HUDÀQR*XE-
ELR&LQHPDWRJUDSK2SHUDWRU@DQRYHOZULWWHQE\/XLJL3LUDQGHOORLQDVDQHJDWLYHFULWLTXH















WDQW WRROV LQ ERWK WUDGLWLRQV ZHUH FHUWDLQO\ WKH GLGDFWLF KDQGERRNV12 They 
ZHUHRIWHQZULWWHQE\DFWRUVZKRGLUHFWHGDFWLQJFRXUVHVRU VFKRROV DQG LW
is possible to deduce the methods of  these schools or the ideas and approa-
FKHVRI WKHLUWHDFKHUVIURPWKHWH[WV)RUH[DPSOHDFFRUGLQJWRWKHVHERRNV
DFWRUVVKRXOGDFTXLUHDJHQHUDONQRZOHGJHRQOLWHUDWXUHKLVWRU\KLVWRU\RI DUW




interviews and articles by famous actors also have a fundamentally pedagogical 
IXQFWLRQ14,FDOOWKHVHLQGLUHFWSHGDJRJ\
5HJDUGLQJWKHGLIIHUHQFHVEHWZHHQWKHDWUHDQGÀOP LW LVHDV\WRREVHUYH
the minor professionalism of  cinematic pedagogues and the lower authorita-
tiveness of  cinematic teachings which were carried out in improvised settings 
UDWKHUWKDQDFDGHPLHV)XUWKHUPRUH WKHPRVWIDPRXVWKHDWULFDODFWRUVJDYH





























,OPDJJHVHFLQHPDWRJUDÀFR in 1913 before they were published in extended form 










DQG WUDLQLQJ RI  ÀOP DFWRUV17 ,Q WKH VHFRQG DQGPRUH GHHSO\ LQ WKH WKLUG
HGLWLRQRI KLVKDQGERRN3DROR$]]XUULDPLQRUDFWRUDQGGLUHFWRURI ÀOPV






and I had supposed that four grimaces would have been enough to be a good 
DFWRUª+HRQO\FDPHWRXQGHUVWDQGWKHSHFXOLDULWLHVRI ÀOPDFWLQJDQGWKH
GLIIHUHQFHVWRDFWLQJLQWKHWKHDWUHDIWHUKDYLQJVKRWKLVÀUVWPRYLH$]]XUUL
15 &I %HUWLQL )UDQFHVFD ©'HOO·LQWHUSUHWD]LRQH /·DUWH H JOL DWWRUL QHO FLQHPDWRJUDIR 3DUOD
)UDQFHVFD %HUWLQLª ,QL’Arte muta YRO   QR  %RUHOOL /\GD ©/D FLQHPDWRJUDÀD
PRGHUQDª,QIl TempoYROQR%RUHOOL/\GD©%HOOH]]DHGHOHJDQ]Dª,QL’Arte 












ZKRZHUHPRVWO\XQWUDLQHG LPSURYLVLQJmetteur en scène<HW LQ VSLWHRI  WKH
GLUHFWRU·VODFNRI SURIHVVLRQDOLVPÀOPDFWRUVPXVWREH\KLPRUKHUDFFRUGLQJ
WR$]]XUUL






are the only people who have the technical and artistic competence to lead the 
entire troupe and their authority seems to have increased to the detriment of  
WKHDFWRUV·LQGHSHQGHQFH
Acting style 
+DQGERRNVHVVD\VDQGPHPRLUVIURPth century Italian theatre sometimes 
DSSHDUWRFRQWUDGLFWRWKHUHYLGHQFHVXFKDVFRQWHPSRUDU\UHYLHZVRUSLFWXUHV












19 0RUHOOL$ODPDQQRProntuario delle pose sceniche0LODQR%RQRPLH6FRWWL7KLVKDQGERRN
ZDVLQSDUWLQÁXHQFHGE\-RKDQQ-DFRE(QJHO·V,GHHQ]XHLQHU0LPLN²WUDQVODWHG
LQWR,WDOLDQLQ(QJHO·VZRUNSOD\HGDIXQGDPHQWDOUROHLQWKH,WDOLDQSHGDJRJ\DQGWKHRU\
of  acting during the 19thFHQWXU\
 6LOHQW)LOP7KHDWUHDQGWKH3HGDJRJ\RI $FWRUVLQ,WDO\Mattia Lento
QHVVRI JHVWXUHVVWDWXHVTXHDQGSLFWRULDOSRVHVIDFLDOPRELOLW\DQGDNLQGRI 
acting based on dramatic situations or the representation of  passions rather 
WKDQWKHGHÀQLWLRQRI FKDUDFWHU,QVRPHFDVHVÀOPDFWRUVDUHVXSSRVHGWR
have abilities of  self-direction as well: they have to control their position in 





Theories of  acting and passion 
The theories of  acting lead me to the central argument of  my paper where 
I try to show how the connection between the theatrical and cinematic tra-





SHUIHFWO\ KRZ WR SURYRNH DQ HPRWLRQDO UHVSRQVH IURP WKH DXGLHQFH 7KHLU
WHFKQLTXHRI  DGGUHVVLQJ WKH VSHFWDWRUVZDV FRQVLGHUHGSHUIHFW<HW GHVSLWH
WKHLUWHFKQLFDOVNLOOWKH\ZHUHQRWFRQVLGHUHGFROGRU©GLGHURWLHQQHª22 perfor-
 7KLVLVDW\SLFDOFKDUDFWHULVWLFRI $ODPDQQR0RUHOOL·VKDQGERRNDQGRI PDQ\RWKHUVSXEOLVKHG
GXULQJWKDWSHULRG&I2OLYDLa letteratura teatrale italianaS
21 &I*XHU]RQL&LQHVFXRODLOOXVWUDWDSS²
22 In his essay Paradoxe sur le comédienRQHRI WKHPRVWVLJQLÀFDQWVWDWHPHQWVRQDFWLQJLQWKH
:HVWHUQZRUOG'HQLV'LGHURWDUJXHGWKDWJUHDWDFWRUVPXVWSRVVHVVMXGJPHQWDQGSHQHWUDWLRQ
PHUV²RQWKHFRQWUDU\WKH\ZHUHSHUFHLYHGDVSDVVLRQDWHDFWRUVHPERG\LQJ


















ORRNHGEDFN WRth FHQWXU\ WKHDWUH IRU LWV WKHRULHVRI DFWLQJ DQG WKHDFWRU
resulting from this theorisation is a confusing mix of  passionateness and adhe-
UHQFHWRFRGHV
The emotionalist theory is the principle approach of  Simonetti and 
*DODVVR·V KDQGERRN ,Q D FKDSWHU GHGLFDWHG WR WKH SV\FKH DQG WKH FLQHPD















 6LOHQW)LOP7KHDWUHDQGWKH3HGDJRJ\RI $FWRUVLQ,WDO\Mattia Lento
ZKDWQDLYHFRGLÀFDWLRQRI IDFLDOH[SUHVVLRQVDQGDFFRPSDQ\LQJH[HUFLVHV7KH

























VLOHQWFLQHPD+RZHYHU WKHDXWKRUGRHVQRWDEDQGRQ WKH ULJLGFRGLÀFDWLRQ
RI H[SUHVVLYLW\7KHIDFLDOH[HUFLVHVDUHDFFRPSDQLHGE\ERWKJUDSKLFUHSUH
VHQWDWLRQV DQG SKRWRV 5DWKHU XQXVXDOO\ WKH KDQGERRN DOVR FRQWDLQVPDQ\
SLFWXUHVRI  ,WDOLDQÀOPSHUIRUPHUVRI  WKHV7KLV OHDGVPH WRP\ÀQDO
SRLQWZKLFKLVDOVRDFULWLFLVPRI SHGDJRJ\LQ,WDOLDQ(DUO\&LQHPD'HVSLWH
WKHJUHDWLPSRUWDQFHRI VRPHUHPDUNV RQWKHQDWXUHRI ÀOPDFWLQJDQGWKH












aimed at improving the mobility of  facial expressions 
 Mattia Lento
)LJ²7KHH[HUFLVHIURP*DODVVRDQG6LPRQHWWL·VKDQGERRN
